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Patnam Subramania lyer Kritis -

Abhogi Varnam & Garuda Gamana
Article by Embar R. Kasturi. Content syndication by yessel

oo [

Srimathe Ramanujaya Namaha
Shubhamasthu Bhavanthu Sri Govinda Gurave Namaha Mangalani

he greatness of krithis or keerthanas that we have inherited

through generations can be understood from the fact that they

have withstood the various tests imposed on them by the factor
called time. These krithis, after having undergone the natural tests
of time through generations, the tests being, their competence to
move listeners (i.e. strong bhava aspect), their competence to
engage intelligent musicians, their competence to satiate the
analytical minds of musicologists, their competence to engage the
sahitya lovers, have trickled down to us, although true composers
seldom bother about all these since they generally compose to
please their natural creative instinct.

When compositions fulfill some of the aspects mentioned above,
they become popular with a particular set of rasikas and
musicians. When all the above aspects naturally blend in a composition, it becomes immortal and
the composer creates history and continues to live through his creation. Krithis like Endaro,
Nagumomu, Yochana etc. prove what | say. While such krithis are sung by musicians on stage.
these are meditated upon more number of times by the listeners. Such is the influence of these
compositions. Any language suffers from dearth of terms to judiciously depict saints like Shri
Thyagaraja Swami and their creations, as | personally feel the terms 'composer and ‘composition’
are too small and fail to describe the greatness of such saints and depth of their krithis, which are

unpremeditated outpourings of sublime bhava.

Patnam Subramanya fyer

In the post-trinity era, we have had many composers of repute, one among them being Shri
Patnam Subramanya lyer. Though his compositions seem to have been greatly inspired by Shri
Thyagaraja Swami's style, yet they exude and breathe a distinct lilt that is very characteristic of an
original creation. His madhyamakala krithis and varnams shine resplendently. That he was a
creator par excellence can be inferred from his own creation - the raga Kadana Kutoohalam anad

the raga sphutam he has done with his kriti Raghu Vamsha.

His varnam in Abhogi, which is replete with raga bhava is a strong reference with which the
raga can be understood and developed. The varnam is in nayaki bhava, the nayaka being Lord
Venkateshwara himself. It directly addresses the nayaka, wherein the nayaki asks "Whose evil
counsel has prevented you from accepting me? O! Lord of Sheshachala”. The composer's ability
to portray bhava is evident even in the starting phrase. “Evvari® when sung with R, G, GRS as its
dhatu results in a questioning tone astonishingly depicting the literal meaning of the term. In the
anupallavi, the dhatu for the term “sheshachalendra” is very brilliantly introducedas GMD D Sto
depict “S-H-E-S-H-A" (Lord of serpents) which beautifully resembles the meandering of a snake.

Further, the term “achalendra” is gradually taken to the tara sthayi madhyama to depict the
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Jana) Aadhara, i.e. one who sustains true devotees and the second one

.. one who s the true refuge of devotees.

hrutha Chapa, Vanz
Vanajaksha Sri Venkatesha.
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anere means the Solar Dynasty of Sri Rama. Vanaja means lotus and Aptha
1US blooms with sunrise, Sun here is referred as Vanajaptha (friend of

fajakshainthe second line refers to the Lotus eyes of Sri Venkatesha.
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compoglt'ion and composer can be fully understood and appreciated. His krithis are replete with
such brilliant musical visuals, if | may say so.

Butwhere is the Nigama Shiro Arthamu referred to above?

Now, we should understand that Garuda is called Veda Pakshi or Vedathma, from whose

wings Veda spunds are said to emanate. Nigama is a synonym for the term Veda, Nigama Shiras
means the point where the Vedas culminate. i.e. the Upanishads.

!—Iere Nigamathma (Vedathma) is the Garuda. Nigama Shiras is the head of Garuda, where
we find Lord Vishnu. That is why the first line culminates with the word Sri Ramana v;hich S
enough to show that all the Vedas culminate in the Lord Vishnu. Similarly, while F’a’tnarn has
depicted the flight of the Garuda in the pallavi, in the anupallavi he follows it up as “Nirupama

Sundaraakaara Nija Bhaktha Janadhaara”, who is agai | inati |
. gain Lord Vishnu (culminating point) at
the Garuda (Veda). : g point) atop

Now, we should understand the term Vishnu refers to that power which sustains and
pervades everything in the universe.

There are many more subtle aspects hidden in this krithi. | am finishing this article now for
want of time.
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sharata Natyam exponent Smt Nirmala Ramachandran who
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the modern performing clime. It was all a part of the stagecraft where certain adaptations were
necessary and have come to be accepted, in costumes. in orchestral wing etc. The change, it may

be pqinted.out, has not been confined to lyrics alone. It has swept the presentational mode In fact,
whatis projected today is entirely different from what was highlighted earlier.

Where once the slow pace, vilamba grace reigned, speed has taken over, letting glamour and
glitter rule. Where deeper evocations of bhava, the whole gamut of emotions. were conveyed
through satvik abhinaya (subtle expression) employing eyes, face and gesture and which
Involved the audience too in a sort of participation, today abhinaya is more descriptive in nature
narrative in character and episodes are portrayed in dramatic form. The latent mood. the
Sthayibhava, makes little impact, hardly surfacing at times. “Statuesque poses and sizzling
teermanams’, “elaborate sancharibhavas and exhaustive adavu korvais” “fine stage presence
and felicitous space manipulation”, “a 40 minute varnam that Is really a marvel of the margam” are
all part and parcel of the dance scene today, where presentational ingenuity goes a long way in
keeping an art form alive both from the choreographic and visual points of view.

And these thrill the audience. In the dazzle that holds you for the moment, you admire the
dancer's agility, her talent, her rhythmic tight-rope walk, dramatic sequences she visualizes. the
phases of emotions she traverses, all in a time-frame of two-and-a-half nours. It makes a pleasing
visual. The time is well-spent and relaxed. The dance over. you get back to your humdrum routine
But the depth of the dancer's involvement in the composition, her understanding of sthayibhava
her assimilation of the emotions involved. do not get adequate treatment, so much so, one finds
the expression of Hazlitt's definition much skewed. You have no time to pause and think whether
what she 'emoted' had any relevance to what was actually meantin the text!

-

“Take for instance the short, crisp javali Sarigakongu which forms one of the early lessons in
abhinaya (expressional number)”, Nirmala said. “It is about an adolescent Gopi piqued at the
gesture Krishna makes (Saikajesinati-gesturing her to come). The dancer has no inhibition in
expressing this as also going through the elaborate sanchari on butter-stealing episode to depict
the lord's leelas and sports. But does that fit in with the situation of the basic mood the
Sthayibhava of this javali?" She goes on to explain that Gopikaavastrapaharan would be a more
appropriate sanchari here, as the sthayibhava is amorous. But, she pauses and adds “When we
were Kids attending dance classes, we too were taught to do butter-stealing episodes. It was only
when | grew up and specialized in abhinaya and also assimilated my long years of training, both in
technique and aesthetics, that | realized the futility of such choreography and changed itto a more
relevant one. Only stories or episodes which enhance the sthayibhava should be woven into the
sancharis for they alone can bring out the beauty and rasa”, she said. Here is a pointer young
teachers of dance may note.

There were more pointers to these changes in Nirmala's abhinaya session, such as hel
discussion of varnam. According to tradition, the tattimettadavu sequences in varnam, was
reserved for the sahitya of the chittaswara. The idea was that the gradual build up of the first half of
the varnam would reach a crescendo in the swara sahitya and the panchanadai (five paced
rhythmic intricacies) woven into the tattimettadavu denoted the culmination of a mood and that
resulted in aesthetic enjoyment. But tattimettu figures right from the first sahitya stance today
overloading the varnam with nritta leaving the sancharis mainly descriptive and not deep, she
lamented.
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Hindustani Compositions By
Maharaja Swati Tirunal |
Dr. Sakuntala Narasimhan

As a student of Gowri Amma, Nirmala has had the
Privilege of learning without any iInhibition and she

Demonstrated this through an exposition of
Ashtanayikas in the Padams. Despite her age her

swadhinabhartruka in Kannan varak kaanene had
the youthful exuberance in controlled artistry. But it
“was her khandita that stole the limelight. The veiled
anger, the stinging sarcasm, which were but a
eflection of the Nayika's intense love for her erring
lord, were brought out finely in her rendition of the
popular Telugu padam, Indendu Vachitivira (Surutti)
and its rare Tamil counterpart, Edungaanum
(Kambhoji). Khandita in self-derision made the
Poorvikalyani javali Nee Matalemaayanura evoke
the sympathy of the spectators for the Nayika.
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Nirmala had come on the scene when dance was still

inits traditional folds and had not yielded to the

pressures of commercialisation. The razzle-dazzle of

nritta and the rhythmic complexities had not made |
their onslaught. Nor had pandering to paamara ruchi ;
been attempted. Abhinaya was still dominant.

R Especially abhinaya through the eyes and face was

la fug; achandran held in high esteem.

vin "‘1 _;-ﬁﬂiplﬁma.-and-'the title Natya Kala Bhooshanam from the Indian Fine Arts

ty, Mac ‘_“ﬂ 1ala specialised in choreography. In the early sixties she did a survey of the
 Forms of South India” for the National School of Drama. She also presented a paper on
ce ¢ ,H at the Tamil conference held in 1965 at Kuala Lumpur. Having
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tiioscow as a memorable one. Here she interacted with Russian dancers and taught '

\uaents, four of whom have blossomed into good dancers, two have come to India on
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Maharaja Swati Tirunal
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based in U.P., there is one name among 26 biographies that belongs to the south, that of
Maharaja Swati Tirunal (1813 - 1847). As the dates of his birth and death show, he lived lor a

lication only go to pro : iust 34 years, and yet his contribution to the corpus of Indian classical music is
=dication only go to prove that true art can never be hampered by barriers of very short span of just 34 y Y P

N, race or caste. Her or it e ‘ | me is listed along with those of the 1rnit

-\ [8ce Or caste. Her one ambition is to instill into the students the essence of pansicored 1o be such thal his name | L |g B e o
_-.__-I__;,-.;’:_E_l_gi;z;g,_g,]h;,.!ﬁﬂ_.;a the spectator. i Carnatic music) who were his contemporaries. He left a legacy np only In terms ¢

L compositions but found time also to add to the corpus of the north Indian system, so that his name

1”ln.¢ in Bombay highlighted the finer nuances of this aspect of r figures among the all-time greats of Hindustani music, ranging from the legendary Amir Khusro

eciniensity in her abhinaya without loud paraphernalia in costumes or | of the 13" century, Tansen of the 16" century, Nawab Wajid Ali Shah of Avadh of the 19" century,

il ilﬂ'allrl.l‘iﬁ'ampraa;ad provided, revived the old-time charm ! and Ustad Bade Ghulam Ali Khan of our own times. This paper focuses on the Maharajas
1-'2-—::... |

T :":'_Lﬂﬂ.ﬂaﬂiamndernfacet_ |E contribution to the music of the north (Hindustani music) through his compositions of dhrupad ana
| the use of ragas of the Hindustani system for his kriti compositions. Despite his substantial

| contributions, his Hindustani compositions are practically unknown in the north®, while south
Indian artistes focus mainly on his Carnatic compositions without taking much note of the

| I‘.“.T, '3 compositions - except for one or two - that have added to the corpus of the Hindustani system.
. Which is odd considering that we could take justifiable pride in the fact that a south Indian, that too,
- N from the southern-most state of the peninsular region, left behind a legacy of compositions
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vid snnpiized { that he was a many splendoured genius; a good
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B *‘w.-.r nd Sanskrit among them. He gathered around him
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during medieval times; Akbar's court musician, the legendary Tansen, sang dhrupads in the 16"
century, as did Tansen's guru Swami Haridas. The dhrupad called for considerable control over
tala, with rhythmic variations like dugun (doubling) and chaugun (double of double speed)
somewhat like the trikalam that Carnatic musicians perform in the course of presenting a pallavi
and also called for a lot of breath control in producing the deep gamakas and improvisations.
Because of the rigidity of its rules, it gave way to the khayal form some two centuries ago, during
the Moghul rule, where the court ambience with its glorification of a hedonistic lifestyle and
pursuits supplanted the earlier haveli-based, religious recitals at temples. The dimension of
devotion took a back seat during recitals of khayals, with the emphasis more on melodic virtuosity,
not the lyrical content; the lyrics of khayal compositions became just pegs on which to hang one's
melodic imagination. In the post-independence decades, the dhrupad saw a resurrection of sorts,
with even UNESCO undertaking to preserve the near-obsolete form as part of archives. Today.
dhrupad compositions are taught as part of the syllabus in some institutions and university
courses. Thus, though the khayal still dominates concert repertoires, a few dhrupad practitioners
are also among those recognized as part of the top-notch array of north Indian artistes. Dhrupads
are typically preceded by elaborate alaps, much like in the Carnatic ragam-tanam-pallavi, with
tier-by-tier development, followed by a faster pulsed section akin to tanam (using syllables like re,
na, na,) before the dhrupad composition set to rhythm cycles is taken up. It is a more taxing form
than the khayal where the artiste has greater leeway to play around with his imagination and take
liberties with the tala cycle ina manner forbidden in dhrupad presentations.

Dhrupads are presented to the accompaniment of the pakhawaj drums (resembling the
mridangam - there are very few pakhawaj players today, partly due to the decline of the dhrupad
form itself) whereas khayals are presented to the accompaniment of the tabla (a later addition to
the music scene, presumably brought in by the Moghul invaders from the Middle East). The
rhythm patterns and 'bols’ (percussive phrases) are different for pakhawaj and tabla.

Five Hindustani compositions are presented below. All five are listed in the compilation
published by the Sri Swati Tirunal Kritis Publication Committee of Tiruvanantapuram in 1870 with

swara notations by Sri Semmangudi Srinivasa lyer.

1.  Dhrupadin Raga Dhanashree (resembling Bhimpalasi,audava-sampoorna)

Arohana - komal (lower) gandhara, shuddha madhyama, komal (lower) nishada

Avarohana : shuddha (higher) dhaivata and shuddha (higher) rishabha® in addition to the
notes in arohana to make a sampoorna avarohana.

Tala . Rupak (different from the Rupak of Hindustani system which has 7 matras per
cycle. This is the Carnatic Rupakatala, with6 or 12 beats per cycle, as in Ektal of
Hindustani music). This being a Dhrupad composition, it would be sung to the
12-beats per cycle tala, Chautal which comes to the same length as the
Rupaka tala of Carnatic music (except that the bols of chautal are different as
produced on the pakhawaj)

Pallavi . Seesa gangabhasma anga, ardhang gauri sung
Vardha ke vara turang taap bhang jag ke
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komal (lower) gandhara, shuddha madhyama, panchama, komal (lower) dhaivata and komal
(lower) nishada .

Pallavi . Devan ke patiIndra, tara ke pati Chandra

Vidya ke pati ganesh dikhbhaar haari

Charanams : 1. Raaga patikanhada,vaajan ke patibeen

Ritu pati hai vasant rati sukh saari

2. Munijana pati vyas panchhee pati hans hai
Nara pati Ram avadh vihari

3. Giri pati himaachal bhootan ke pati Mahesh
Teen lok pati sripadmanabh giridhari

As in the earlier compositions, all the charanas have the same tunes (whether the tunes were
the composer's own or were contributed by someone else has been the subject of some
controversy but it is not germane to the analysis here, since the focus is merely on a descriptive
look at the compositions). Unlike in the composition set1o Brindavani Sarang, the Hindustani used
here in this song is more literary, not colloguial, and the theme reflects a sentiment founc
incorporated in the Geeta itself - Indra is the leader among all deva-s, the moon is pre-eminent
among all the stars, Lord Ganesh Is the presiding deity of all learning (vidya). Kanada is pre-
eminent among all ragas, while the veena is the best among all musical instruments, vasant rtu
(spring) is the best among all seasons, the swan among all birds, the Himalaya among all
mountains while Sri Padmanabha is the best among the lords of the three worlds (Lord Krishna
says in the Bhagavat Geeta, “Among the mountain ranges, | am the Himalayas’).

4. Vishweshwara darshana

Raga Bhairavi

Tala Rupaka (of the Carnatic system - the Rupak of Hindustani system consists of 7 matras per
cycle whereas the Rupaka specified here is the conventional Rupaka as in Carnatic music
corresponding to Ektal or Dadra of Hindustani system. Why then, does it say Rupaka tala? Was
the attribution that of those who wrote notation for these compaositions during the compilation,
perhaps? There is no way of checking, since Semmangudi as well as many of the others listed as
persons associated with the publication are now no more (the publication is dated 1970, or four
decades ago). The listing of the lyrics with divisions as pallavi and charanams, is also likewise, a
“bridging” of the two systems of music, since compositions in the Hindustani style usually have a
sthayi (akin to pallavi) and an antara (second part, akin to anupallavi). Perhaps these notationa
devices do not need deeper scrutiny since it could be merely a way of familiarizing the texts for
south Indian aficionados who are interested in the Hindustan compositions that this composer left
behind. Suffice it to say that the format, as given in notation for posterity, helps in rendering the
pieces like a set bandish (composition), with a sequence that is self-explanatory.

The Bhairavi raga used here is more akinto the Sindhu Bhairavi that Carnatic artistes present.
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from devotional to descriptive to philosophical and on deities ranging from Lord Shiva to
Padmanabha (Vishnu). The language is north Indian, the ragas are of the Hindustani system, but
the forms are south Indian in pattern, giving us a smorgasbord of pan-Indian music. Unlike the
Trinity, he had no disciples because of his royal duties and heritage, so it became necessary for
subsequent generations of musicians to take them up, resurrect them, polish the tunes (or provide
fresh ones where the originals were lost) and add them as part of Indian musical heritage.

Although the late S.N.Ratanjhankar, musicologist of the Agra gharana of Hindustani music, is
known to have composed Sanskrit lyrics to fit into some of the Carnatic varnams (retaining the
melodic tune without change), | have no knowledge of any other north Indian composer trying his
hand at using south Indian languages for north Indian compositions (khayal, dhrupad, thumri etc)
to provide a counterpart to these compositions of Swati Tirunal that have been mentioned in this
paper. Only Carnatic ragas (like Simhendramadhyamam, Hamsadhwani, Keervani and
Vachaspati) have been incorporated into the Hindustani corpus, after endowing each of them with
typical north Indian swaroopa.

End notes:
1. Great Masters of Hindustani Music, by Susheela Misra, Hem Publishers Pvt Ltd., New Delhi
46, 1981

2. The l|ate Jitendra Abhisheki, one of the leading Hindustani vocalists of the last
three decades ofthe 20" century, has recorded some of these Hindustani compositions of
Swati Tirunal for All India Radio, but it is not known whether these have been preserved for
posterity through their archives. He is probably the only performer of the north who tried his
hand at these Hindustani compositions by Swati Tirunal. AIR also broadcast, in its national
programme of music, some of these compositions.

3. Op.Cit (Great Masters)

4. Ibid

5. Maharaja Swati Tirunal Kritis, Part 1, published by the Sri Swati Tirunal Kritis Publication
Committee, Tiruvanantapuram, 1970

6. Shuddha notes in the north Indian system denote those taken by Bilawal scale, equivalent to
Shankarabharanam. Thus shuddha madhyama will be the lower of the two varieties of
madhyama, but shuddha rishabha will be the higher, equivalent to chatushruti rishabha of
Carnatic system. The nomenclature can be confusing, if the word shuddha is used while
comparing the two systems.

7. As given in the compilation of his kritis published by the Sri Swati Tirunal Kritis Publication
committee, Tiruvanantapuram, 1970. Desadi corresponds to teental of Hindustani music or
Aditala of Carnatic system
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1 ?‘35‘1'_’."“,:.,?"&;";:&23&;? Karamana, Thiruvananthapuram, in
| faretweekof August2010witha 12-concert series. For the
b aﬁighhtéﬁhivan Sangeetha Sabha, Trivandrum, it was the 35th
 iaradhana'fete, eightdays long, to pay ‘homage to the saintly
éampasar who was akin to Thyggan:ajq in pouring out bhakti .by
~ ghivainspired songs. He revelled in singing the glory of Lord Shiva
 which was his life's mission. One hears his compositions at many
concerts these days. The inaugural concert of the festival was by
Sanjay Subramaniam, the next day featured chitra veena wrtuosg
Ravi Kiran and the concluding concert was by Ranjani-Gayatri,
 one-time students of Shanmukhananda Sangeetha Vidyalaya,

~ Bombay. Since its inception in 1975 the Neelakanta Shivan Sabha
lakanta Shivan  has been promoting the works of the saintly composer who spent
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“ ana living with his father-in-law late Thanu lyer, a wealthy man whose
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ter .:.'"' arriageshunning Shivan was forced to wed, by his parents.

van ;*1 '‘Gramom’ in Nagerca_il in 1839. H_e was named
anva at birth. Childhood years were spent within the precincts of Fort
nanabhapuram, a royal town of old Travancore State, famous for the mural paintings at the
\uch appreciated and written about by this writer. Subramanya showed love for God from
/ears. | ‘_Lr to remain long hours at Fort Padmanabhapuram's majestic Sri Neelakanta
y Temple. His devotion to this deity got him the popular appellation Neelakanta Shivan, as
Ilway *L g of Shiva's attributes and benign nature.

fi 'LI -
ng to Thiruvananthapuram as a married man made no change in his mystical ways. He

- B = .l '.'j"i-. ahodd

uaded to be an official - a village magistrate, to which post Subramanya stuck for 15
e could nc r,_tg‘.qr~'§nd.:.1hje corruption in the office. In disgust he quit the job and chose
fiva bhakthi, writing musical compositions. Immersed in piety and devotion he
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fe in Karam "_r;_'-lts%ia stated that he composed some 2000 songs. An enraged Thanu
fdestroyed quite a good number of his keerthanas and admonished him to stop this

tion', deriding his kavitha. Shivan was least disturbed, rooted as he was in his firm
i niva will ever look after him. Thanu lyer feared society, so had to retreat. Shivan

Vine mission till his death on a Pradosham day in the Tamil month of Aadi in 1900.
| 'i]H Ipl’mnir'ed works of a savant-seer-composer in the vandalism of a

iF '. - 1 .II . ==
Her-in-iaw.

n
N a2 _I E
{ |

oy as not content with merely extolling the grandeur of Lord Shiva in his songs.
g *'.J_‘“* He was reflective in his works in poetic format, strident
gl otner-worldliness. At the Karamana Sathyavageeshwara -

e ffSthana'i ninaithavan evan thazhndhaan, Shivanai
eannan’. On enquiry | found it was a composition of Neelakanta Shivan
NS emple situated at Shivankoil Street.
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o " 1"1‘ kriti Shivanai ninaindu paadikol maname
atsoulindeed, who has enriched Carnatic music.
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i s listeners with a divine musical experience. |
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Jocalist comparable to him in the country. At every
- [sisurely way, slowly and easily impressing the notes of the
jelved and progressed into the raga, rain clouds seemed to

N |
i

e vear 1922 into a Kannadiga family in the town of Ron which
-~ northern Karnataka. As a child, his craving for music was evident to

o lav his hands on a tanpura used by his 'Kirtankar' grandfather, which

' is qas 7: 1e. Music had such a magnetic pull over him that a 'bhajan
st'azaan’ from a nearby mosque was said to draw him out of the house.

Wl . -

{ vear old Joshi left Dharwad for Bijapur to find a master and learn

1

oney lent by his co-passengers in the train Bhimsen Joshi reached

ater went to Pune. Thereafter he went to Gwalior and got into Madhava Music
y the Maharajas of Gv
ed for three years around North India, including Delhi, Kolkata, Gwalior,
r, trying to find a good guru.

f Gwalior, with the help of the famous sarod player Hafiz

iambhau K !H{ﬂ " alias Sawai Gandharva, a native of Dharwad, agreed
2n Joshi stay s--jaj_;{}zg;:;r-";n- the guru-shishya (teacher-student) tradition,
f music from his master as and when he could while performing odd-jobs in
el
nown for his powerful and rich voice. He stands out for his exceptional
Ical sensibility, pure 2 Epp anquil music with delicate and spontaneous jam
irgams wit 'Wi:r on aesthetics of ragas and bandish. He used to
ay.
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ne and well-appreciated both by classes and masses. He had terrific
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sen Joshi's music, his voice, even atits most resonant, ha
o1 ne etiect the voice of Amir Khan or Pt. D.V.Paluskar had
oinine stage to t nI'H*“ﬁ ' row of closed halls and open spaces
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and difficult path. My Guru demonstrated the four ragas, Todi, Multani, Puriya and Marwa'

Pandit Bhimsen Joshi has transformed his gayaki several times in his long musical journey.
First, his voice was influenced by the Gwalior Gayaki of Krishnarao Shankar Pandit and Raja
Bhaiya Poonchwale. It then shifted towards Abdul Karim Khan and his chief disciple Sawai
Gandharva. Then again it shifted towards the ‘Gayaki of God' as Pandit Bhimsen Joshi noted, “My
tather Gururaj Joshi was a noted educationistin Gadag in Dharwad district, Karnataka where | was
born. | used to struggle with this gayaki and now on this bed | will rest with a kind of mystic gayaki till

my last breath”.

His relatively limited repertoire of ragas never posed a major problem for his followers, for
each time he rendered these ragas, they were replete with fresh ideas and interpretations. His
Miyanki Todi, Shuddha Kalyan, Puryadhanashree, Multani, Darbari, Bhimplas, Miyanki Malhar,
Ramkali were perennial favourites, but his Gaud Sarang, Shuddha Sarang and his thumri-s in
Jogia and Bhairavi were no less enchanting.

Pandit Bhimsen Joshi organized the Sawai Gandharva Festival as homage to his Guru, Sawal
Gandharva, along with the Arya Sangeet Prasarak Mandal in 1953. Marking Sawai Gandharva's
first death anniversary in December, the festival has been held ever since, in Pune, Maharashira
and has become not only a cultural event, but also a pilgrimage for Hindustani classical music
lovers all over the world. Pt. Bhimsen Joshi conducted the festival annually from 1953 10 2002.

Pt. Joshi was the recipient of several honours and prestigious awards right from the Padma
Shree in 1972 till the Bharat Ratna in 2008.

| consider myself extremely fortunate to have received a memenio from the hands of Pp
Bhimsen Joshi during the silver jubilee celebrations of the University of Mumbai m the year 1991. (i
may sound clichéd. but we will never see the likes of Bhimsen Joshi again but his music | ?1!5}3*.?{
laghav, special patterns of tans will be lingering in our ears. His special abhan‘gs mainly I:'.,;ar,n ,.4
Maher Pandhari, Vithala Vithala, Nyani Amche Raja and in Kannada Sowt}hagyadﬁ Laxmi
Baramma, Jo Bhaje Hari , and the widely recognized national integration song Mile Sur Mera

Tumhara' will remain evergreen.

-

Dr. Geetha Ravikumar receiving @ memento

m— — —— e

from Pt. Bhimsen Joshi
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mm N |assical artforms have been an inseparable part of
N e " ancient culture. Of the numerous art forms,
N7 classical dance is one of the most widely-
L arant ad art forms today and has been declared by
' ihe knowledgeable preceptors as an uplifting and peace-
 giving activity. Itis based ondivinetexts suchas
Natvashastra of Bharatamuni and further enriched by
texts such as Abhinaya Darpanam of Nandikeshvara.
‘Considered as an elevating art, it has been practised
and preached by the sages in the yester years. The art of
danceis not only appreciated by art loving people but itis
' alsotreasured among the divinities.

" This performing art aims at self-realization and displays
the nature and activities of the supreme through
entertainment. The divinities practice this art as leading
“examples for humans. They spread this art form with all
“awe and reverence for the welfare of mankind. Dance
among the divinities has been vividly described in many
Puranas. This article aims at exploring the divine
™ exponent of dance with special reference to the Srimad
- Bhagavata Purana.
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nalities pﬁ fﬁ?‘.’iﬁfﬂiﬁtﬁti&&'that come to mind immediately in the area of dance

iva an | F;fi i ;’f"i_d-f%Shiwa’ has been praised as Nataraja (the king of dancers)

memorial. Sri Krishna is widely seen to adhere to various dance aspects. To illuminate
asions, we will go through some highlights from the Srimad Bhagavatam.

eason as Sri Krishna enters the forest of Vrindavana, He is

puh) is des: 11: r e form of a grand dancer. Every gait of Sri Krishna exudes a
- Inisis confirmed 1_15;1=;tha;-_65_1_sahma Sambhita, text 56.
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shna is music and all movements made by him are dance'.
e
anam depicts one of the most famous pastimes of Sri Krishna related to

lam describes the following verse:

i . - -~ ' '

nar AddA e T :
arsAtitAmra pAdAmbu

3 Caa

Okhila kalAdigurur nanartat (10:16:26)

100ds he lhi‘r”ﬂhf hﬁﬁuw of the feet of the Lord, who is the
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Adiguru, eternal guru, of all the arts, he danced on his hoods.’

Here, Sri Krishna has been described as the first guru of all art forms. He has eternally
propagated this art through his various brilliant performances. Further, to emphasize on the type of
dance performed by Nandakumara on this occasion, Bhagavatam says:

taccitratAnDava virugNa phaNAtapatro (10:16:30)

'By this energetic performance of tAnDava on his head, kAliya's hoods became deeply
wounded.’

Soordasji joyfully describes:
tAnDava gatimunDan pe nAcat giridhArl

'giridhArl danced in the waves of tAnDava on the hoods’

This dancing form of Krishna has captured the hearts of many; Sri Oothukadu Venkatakavi is
one obvious example. Itis mentioned in the sthalapurANa of Oothukadu that Sri Krishna accepted
to reside there in the form of kAlinga nartana Krishna on the request of Naradamuni. This dancing
form of Krishna was dearly worshipped by the great poet Venkatakavi of the same village.

Once, the gopikAs describe Sri Krishna among themselves saying:

range yathA naTavarO kva ca gAyamAnO (10:21:8)

'Sri Krishna appears as an excellent dancer on a stage platform, sometimes even sSinging
beautiful.’

) imitate

As Sri Krishna enjoys the forest environment with his friends, they sometimes tend ta
the different birds and animals around them.

anukRtya rutEjantUnScaretuh prAkrtau yathA (1 0:11:40)

: ~1 [¢ na fauna
This has been an important feature of classical dance - the depiction of flora and iat

through different gestures.

: . 1 O ~ ']L“*S‘ mes .__"|f
On one occasion, in the separation of Krishna, the gopikas started enacting the pastin

Krishna among themselves. The Bhagavatam describes:
ltyunamattavacogopyah kRSNAnvesaNakAtarAh

IIIA bhagavatastAstA hyanucakrustadAtmikAh (10:30:14)

and more disheartened while looking for

'While one became Krishna, the other d
and enacted Balarama.

classical

ishna, tney
'In this way, as the gopis became more e 3
eventually started enacting the IllAs of Sri Krishna. | .
Yashoda. A third gopika depicted Rohini and another carried the ploug 6 decioming
This is probably the origin of the popular usage of Krishna I1AS "j Cla: S.'Tn alllA |
dances such as Kuchipudi and Sattriya appear to be synory mOous 1o RIS |
er brother Balarama learnt sixty four

epicted

along with his eld

It is also mentioned that Sri Krishna, e
Sandipani:

arts in sixty four days in the guru ashrama of the Sage
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nt of dance and music should be done during
to arrange far these every day, he should at least have

: ﬂ*aﬂ'impartant tool of spiritualism. Dance is not
n ﬂmﬂanee is a form of bhakti, a path of attaining
e mentioned in one of her speeches:

i B .~ qu upliﬁlng the soul of every individual who is
rata muni has compared the stage where a dance
agya ! '1 ﬁ &Emnﬂclal arena.

c ;;,;, ndca ..;;{f;t'w‘t-ahhinaya:based on my pastimes and lllAs.’

pe ;, ormed at the temples in praise of the presiding
E tes the soul of the entity to the supreme. The nATya
ince i&?]ha greatest charity that can be done.

n Shri Krishna was worshipped by Indra, the
ﬁi Govinda.

wz 4 /F 'dhara siddha cAraNAh

----- ehs 41[ )é HE Ah ¢ tw _: nanrRtur mudAnvitaAH (10:27:24)

i@*}a@' ' @aﬁﬂhawas, vidyAdharas and other
s dance with joy to please him.’
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gAyanta cOttamaSioka caritAnyadbhutAnica (1:11:20)

'Many dancers, drama-actors, gandharvas, singers and people who recite praises sang and
depicted the various pastimes of uttamaSloka (Sri Krishna) as they moved forward to welcome

Him.’

Hence, it can be concluded that dance is an act of worship that strengthens the spiritual base
of the individual and satisfies the soul. The above quotations are just a few drops from a vast ocean
that enlighten the importance of dance.

The authoris a disciple of Kalamandalam Ajitha Manjesh Lal
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AESTHETIC VOCAL CONCERT

K. Premalatha

concert of classical music consists of a group of performers, comprising of the
main performer and accompanists. The aesthetic level of 2 music corncém #
depends on various factors like the quality of performers, quality of the hgn or
theatre, quality of the sound system and finally, the audience.

Aesthetics means beauty in one sense and hence refinement in all aspects of performance
adds to the aesthetic quality of a concert. All participants have their own share in this. Let us look
into each one's role separately. In a vocal concert, the main performer - vocalist is the chief
contributor to aesthetics in a concert. The quality of his voice, voice culture, skill in rendering
manodharma, his knowledge of the science and art of music, his style of presentation, his ability
lead the performance complementing the accompanists etc contribute much in determining the
aesthetic level of a concert. :

The vocalist has to focus on certain aspects which augment the level of aesthetics. The prime
factor is shruti shuddham or perfect alignment to shruti and good shruti sustenance, which wi
attract the audience instantly. The command of the performer over the ragas and their presentation
has a majorimpact. This again depends on his skill, practice and style of presentation.

Since the main performer is the leading propagator of the art, the responsibility in building ug
the aesthetic level of the performance rests with him. A performer can be termed good if he
possesses music aesthetics and imparts the same among the listeners. He has (o be a good
listener, learner, practitioner and reviewer to imbibe good aesthetic levels in all areas of music ne
handles. The skill to review others as well as willingness to review himself about his strengins anc
weaknesses and take steps to improve will go a long way in enhancing his concerts' aesthetic

level He has to concentrate on areas of swara jnanam, raga jnanam, tala jnanam eic or good
presentation standards in manodharma aspects.

Another area wherein the vocalist needs to give attention is the pronunciation and clarity of
sahityas. The appeal of a vocal concert in comparison with an instrumental one is that sahitya car
be enjoyed with music. Its impact is something which is beyond explanation and it augments the
aesthetic level immensely. Also the rendering of sahitya should be correct with proper
padachcheda and sahitya bhava. For this the vocalist must understand the meaning of the lyrics
well and enjoy it himself. Once this is properly done, the audience is raised to a higher Lﬂf‘mlfs- J_:‘
aesthetics. The enjoyment of the vocalist himself gets transported to the audience, thereby making

the concert more aesthetic.

Another aspect that adds to the aesthetics of a concert is the quality of voICe 07 the “"":f}:?ﬁ
Here there are some points to ponder. Many an artiste makes it big with @ good voice alor ‘*3"_:1” £r:~1
other hand, if all other aspects like raga jnanam, talajnanam and rich ma,”‘?dharma.me buﬂ: 1 " ;
quality of voice is not at all a criterion of aesthetics for listeners. But it definitely has ItS om :~.."r:1 : *,”
boosting the aesthetics of a concert. The quality of voice IS considered more important In {ig
music.

N | | | concert.
Voice modulation is another feature determining the aesthetic quality of a voca

- | h and throat,
Modulation encompasses many factors like auditory volume, Ievell of openmghof ;l?wLi]:ya e
placement of jaw and tongue, etc. Correct auditory volume suitable for the



\ch of loudness and opening of mouth to pronounce

T mﬁﬁm and leads to unaesthetic output. Loud

g@ mlamphane to augment the volume. But the
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g ,-f'-:"; Jtable facial expressions and gestures add to the

g any mmarts we see repulsive facial movements and
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.' " ] ; 1 m,:,; c prasentatlon of succession of sounds and words.
‘. ahits gmqaata and a judicious combination of both will
the performance. Rasa is the by-product of bhava. Hence,

“‘3‘{,[ /a produces rasa which enslave the performer as well as
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alﬁn has to be given to the correct splitting of words or

| ' “ ‘ﬁ role in determining the meaning of sahitya and in avoiding
ind music 'f ns singing wrong lyrics since they do not know the language.
neal _n ] of and bhava of sahitya and is detrimental to the aesthetics of a
yri -“‘m Eashamme a rarity in vocal concerts nowadays. Here
| as the at { fie nce concentrate more on the musical part than on sahitya. A
,‘n ya anc ;suitahla sahitya bhava and raga bhava truly enhances
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‘ *J!w /i tﬂvg@m results in presentations. Thus an aesthetically
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treat to hear compositions rendered with good sahitya and Sangeeta bhava along with their
rhythmical structure getting enhanced with mridangam accompaniment.

The tambura and tambura artiste have a vital role in the aesthetics of a concert The tambura
player should be competent in tuning correctly and also in plucking the strings uniformly in
manner which produces a refined tone. Unrefined plucking destroys the musical atmosphere. Buf
unfortunately, this aspect has not been given much attention. Nowadays tambura has been
replaced by electronic shruti box, but the tonal quality cannot be compared to tambura

Another vital factor which influences the aesthetics of a concert is the acoustics of the hall or
theatre. The hall- should be devoid of echo and the reverberation level should be optimum so that all
the listeners, wherever they are seated, clearly hear the concert. In India, most of the halls are
multi-purpose halls, where acoustics is not oriented while building them. Hence, very often good
performances do not have the desired impact on the audience.

The sound system is another factor determining the aesthetics of a concert. The operator of
the sound system never bothers about the proper balance between the vocalist and the
accompanists. Sometimes the volume Is so high that the audience can hear only ear-blasting
music without clarity. This reduces the aesthetic effect. Sometimes the accompanistis demand
increase in volume, resulting in the vocals getting drowned in the din. I'he periormers also have a
tough time, when they do not get proper feedback due to bad acoustics. Many genuine listeners
are driven away by the excessive volume which spoils the concert.

L ast but not the least, the audience plays the major share. There is no concert it there I1s no
audience. Their discipline and the rapport between them and the singeris a key prerequisite forine
concert's success. The audience should be receptive, patient, disciplined and sincere in thei
approach towards the performers and the performance as such. They should maintain silence and
appreciate the performers after each item. This gives the performers energy to give their besl

Thus the collective effort of performers, audience and organisers yields aesthetically good
music concerts.
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on by the volunteers of Nada Centre for Music
the year 2005, when they were engaged in

Jpriate mgns which could influence listening by special children in a
r~l apatnam. The workshop was originally intended to observe the

AViC paat of some selected Indian ragas on these children who
' af mental retardation: ranging from near normal to severely
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-mr the study were: Andolika, Asaveri, Behag, Brindavanisaranga,
adanakutoohalam, Kanada, Madhyamavati, Nadanamakriya and Paras. All these
- "“" i lﬁma tempos - slow, medium and fast - with the help of competent
nsandr solc 1 ists present on the occasion. The following ragas were categorized as
as' Hag; Kanada, Madhyamavati and Nadanamakriya, essentially based
ha m )\ ﬁ,eampasslan fellow-feelings and absorption depicted by the in-built
e) of these raga structures. On the other hand, the following ragas

ﬂtvemess. aggression at times (especially when used with appropriate
agrcgssmn) and glee: Asaveri, Brindavani Saranga, Hindolam,

as, and were, therefore, categorized as 'beta ragas'.

toohalarr ‘1_ P
ing thes -. igas on their impact and observing the moods and behavior of special

| ch ¢ group of the Centre chanced upon a 'treasure’: the understanding
H mw*ﬂthama with lesser number of tones and number of repetitions!
v tir _ﬂ'&ad of using all swaras (notes) as a trained musician would use
yir 1 ja , a limited number of swaras and their clusters, greatly repeated

>hildr 13_“ 1 ntion and engage them more effectively in music therapy sessions
clusive 1}

ourse, can be traced back to the very origins of Indian music. In Vedic
"‘ EIE intonations starting from 'Om' chanting. For example, Rig
(5000 B.C?) used to be chanted with minimal variations in tone.
‘mxlh& manner of chanting the Vedic hymns in a single shruti.
n such chanting, no doubt would have been a very effective way of
h it f*gruﬂ tant 'deep sleep stage' of consciousness! However, the
ALItis- re ‘”,.L]a',,iw o]y Hlelﬁﬂs and chinoiseries! This must have motivated in
aing l mc [ w asin ﬂhanﬂng, culminating into a 'singing' Veda- Sama
* X ere 'J'gé to ﬁ;ﬁ(ﬂalled Udatta, the High tone and Anudatta, the

mpl 1_ I ( i 1é m 9. And then we come across 'Samika' with three tones
lh w- mma, combining with Svarita, the one sandwiched
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=
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1 i‘ to m =~'|u' _ﬁ. niha(with the arrival of what is referred to
elow the Anudatta). These limited-tone emanations
here that proto-ragas are not real ragas, they are just

 rag 1,;, ﬁlgm muaia traditions have demanded a
I| j u |' P .
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It is interesting to work out a five-swara raga structure (akin to raga Revatiin Carnatic music)
subsequently culminating in a parent-scale such as Kharaharapriya.

It is but a fact that while ragas such as Revati and Kharaharapriya depict a full growth, the
four-swara arrangements we have seen above are their retarded version. And in this context, the
oreference of special children for a few notes, rather than 'fully loaded' ragas, show a grea
significance. A well-developed music, in our opinion, presupposes an alert and fully-formed brain.
And to form such a brain, it is also perhaps necessary to be trained with a 'well developed' music
such as classical music which has reached its zenith in the great works of the Indian and Western
Trinity- Bach, Beethoven and Mozart in Europe and their contemporaries, Tyagaraja, Dikshitar
and Shyama Shastriin India.In view of the issues relating to brain development and deformation, i
appears logical to conclude that the special children need to be shown special considerations
while selecting the raga structures for their music therapy sessions. Itis prudent therefore to go for
simple tunes based on nice lilts and rhythms with almost endless repetitions than to play or sing to

them the concert-style, grammar rich ragas!

Proto-ragas are indeed, a boon for those who are mentally challenged.
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Obituary

Eminent veena vidushi Kalpakam Swaminathan passed

away on 6th April 2011 at the age of 89. Her initial tutelage

being under Kallidaikurichi A. Ananthakrishna lyer, she

er raga alapana skills through her association

developed h T

with scholar P. Sambamurthy and enriched her repertoire 0

Dikshitar Kritis through T.L. Venkatrama lyer. Her teaching
the Kalakshetra and the Central

s the Government

career included stints at
College of Carnatic Music, now known a
Music College. She won several awards like The Music

Academy's 'Sangita Kala Acharya' and the Sri Krishna Gana
Sabha's 'Acharya Choodamani' titles.
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A Garland of Glimpses & Gleanings, 'Garland' N. Rajagopalan,
Carnatic Classicals, p- 256, Rs 300

This is the ninth in a series of garlands that the author has offered to
the Muse of Carnatic Music in the form of books. They constitute a
remarkable one-man endeavour to cover in a comprehensive
manner more than 1500 musicians, musicologists, dancers, et al.,
of the present and the past through painstaking research. The
appreciation and encomiums he received from numerous
" musicians, scholars and others are reproduced in the book and
 they testify to the important contributions he has made to the

' literature on Hinduism and Carnatic music.

""I me umder review is a pot pourri that is partly in the nature of a diary, though not
ically, wherein the author has reminisced on his experiences and observations
and m. Thay are interesting with the personal touch that runs throughout. There are
anc mharnanatians and 12 theme-based chapters from which he draws lessons and
j':'-;s-:_. ’ 1o note in the Epilogue that the author has proposed to end his noble mission of
aving gar D‘T: “&f prose on various subjects. A tenth special volume was, however, published
as a tribute to the Maha Periaval of Kanchipuram. One feels that it will be difficult for him to
O wr ngas there may be many more things for him to share with others. The book
otographs of functions in which he participated.

da '-I B
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CONCEPT & TEXT L

W sa well-got up publication there are some editorial lapses. This is
| s he undertook the project without much assistance. However, there are a
| mllhls reviewer would like to bring to his notice. On pages 147-148 he refers
| locally mlladlarcastlcally as 'Thiru Nalaip Powar', meaning the one who would go
m ud' Mhan of Sri Nataraja, the Cosmic Dancer, the following day” (bold letters

Jt Accc ing to him, it was intended to convey the joke that, every day, Nandanar
L J_a“‘ gto ) Chidambaram on the next day because of the difficulties he faced in
| * ..I'r'- amil means tomorrow.) The expression “Thiru Nalaip Powar' was,
""‘, ﬁBH a&mastlc when it was mentioned in Sekkizhar's Peria Puranam

fies of the 63 Saivaite Nayanmars. He refers to Nandanar as “Thirunalaippowar

I.ﬂ_s. | Bharati has a song in Kanada using this expression. (See Sangeeta
an Ur1 it »lyar Pp 147 and 159)

In this series
* Madurai Mani lyer - A swing in his swaras
* Palghat Mani lyer - Rhythm Ecstasy

On A Parallel Note

* Annamacharya - Kriti Unveiled
* Purandaradasa - Stressing The Basics

.. and many more

“One must commend the author for her lucid and mm.m " |
out in an encapsulated form all major events in Amma’s life F——

(M §’ daughter and disciple).

Lakshmi Devnath is the author of the bestseller ‘Poorva Magic Miracles and ﬂ'ﬂwm "M 2
Apart’ and the authorised biography of Sri Lalgudi G Jayaraman, to be published by H m"* .

-,

For enquiries contact

HERITAGE PUBLISHING HOUSE
69/1 Chamiers Road, Raja Annamalaipuram, Chenn::?l) 028.
lakshmidevnath@gmail.com www.lakshmidevnath.com.

atement: “A scholar in Sanskrit and Telugu himself, he composed
nlul  Mahabharata, Dharmasastra and political science based on

ambuvati Kalyana”. Krishna Deva Raya's prabandhamu entitled
I, the only book on the female saint written till the 20" century in a

HHI Talugu work she is called “Godadevi’. “Amuktamalyada”
2 g garland worn first by her”, something that Andal used to do

Price : T125/-
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arEmpire is well told.
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- points mentioned n
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.. However | would like

the review and will consider them before my
ho to clarify just this one point about

R ]' \e bond paper. According to the script Chitraguptan tells

il e i enable him to go to Heaven. Lakshanathan tears it out of

nt ,_-i_-:.._v_.' chance to goto Heaven he chooses to follow
n born in the world. This establishes the

d mentor Ranganathan, to be re
y ou for the constructive and critical review.

Santhosh Rajan

e last decades of his life Bhimsen Joshi made music a medium for

kt 1 he pro _‘jzgmme.’“S'ant'Vani" and they were devotionals he sang
reat fervour x@ﬁm | met him at Mantralaya Raghavendra shrine and
ed my appreciation of his "Sant Vani" that | had heard in Bombay. A board

said "B IEH py Bhimsen Joshi at 8 p.m." He had come for darshan and

ans at the time requested by the head of the mutt. He

N. Hariharan
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Sabha Roundup

Nalini Dinesh

(from | to r) Kotipalli Ramesh (mrudangam), Kottapalli Vanaana (vocal), K.V. Krishna (violin)

allabha Nayakasya with kalpana swaras was the invocatory number followed Dy

Saveri alapana (with violinist K.V. Krishna making a good contribution) and Shankar
Samkuru with neraval at “Shyama Krishna Sodari” and 2 kalam swaras. Ihe pace

seemed a trifle too fast for Vandana to handle. Rangapura Vihara and Vara Narada followed in
quick succession. A good Sriranjani alapana was followed by Marubalga. generally sungin 1 kalai
but rendered by Vandana in 2 kalai, with kalpana swaras al “Ramana’. Vandana created some
excellent swara patterns. The korvai (and in fact al the korvais used by Vandana in her concert)
sounded refreshingly novel. Mridangist Kotipalli Ramesh provided exceptionally good
accompaniment for “jara chora”. A superfast Sharavana Bhava (Pasupatipriya) was followed by
an RTP which beguilingly morphed from Shankarabharanam into Kalyani and back, at the
vocalist's will and expert handling. After elaborating Shankarabharanam for a bit, Vandana did
graha bhedam at madhyamam to get Kalyani, came back to Shankarabharanam and dwelt some
more before climbing to nishadam and continuing Kalyani alapana. Tricky task it is, to switch
between two ragas which apparently differ only in one swaram but have completely differen
swaroopas. Vandana continued the trend with tanam, starting with Kalyani upto madhyama
shadjam, switching to Shankarabharanam upto panchamam before returning to Kalyani in the
tara sthayi - an appropriate choice, given how Kalyan glows in the tara sthayi. The pallavi
Shankarabharana veni kalyani,;;; madhuravan keervani pana
swaras (including korvai) in a combination of the two ragas. Vandana sa

tani pieces Akati Velala (Annamacharya) in Shubha Pantuvarall, . | e
(Bhadrachalam Ramadas) in Yadhukula Kambhoj' Meera bhajan Maffr Hc?‘n charan Ki L..-:‘:’J:H.
Govardhana giridhari (Narayana Teerthar), Kurai ondrum illal (Ka|kf Krrshnamynhy) T”ld
Saramaina (Swati Tirunal) in Behag before concluding with Dhanashree tillana (Swati Tirunal). It

vani was executed well with kal
ng a good variety of post-
Pahimam Shree Rama
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fers ﬂﬁW (mmdangam), D.Seshachari & D. Raghavachari (vocal),
"~ Dwaram Sathyanarayana Rao (violin)
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 that will linger in the memory of any Carnatic music connoisseur who
sent that day. The music of these senior vocalists was a distilled
v have heard and absorbed from their parents who were their first gurus,
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‘M. Balamuralikrishna, and others whose music resonated with their sensibilities like

nid 8 nmangudi Srinivasa lye. Indeed, one could hear Semmangudi in their rendition
Brinda's refined perception of ragas and Balamuralikrishna's immaculate Telugu
Asre |

e s l'_'l_—_‘..
[ |

sentat on. Can there be a more potent combination than this? In a free-wheeling chat
ditor, following the concert, Seshachari spoke about the tremendous impact of 1950s

rding of Eta vunara on them: the feeling that Thyaga Brahmam himself was

K
o

| The surprise of the conversation, though, was his revelation that they

o
..... TN
e 8§

lamuralikrishna for guidance, since their styles seem completely different. To this
onded with great humility, “How can we sing like him? What amazing voice

wat, what gnanam!” The senior vocalists began their concert with Kambhoji Ata

eds. Evarani in Devamritavarshini and Ee padame kadaa in Athana
o

alapana of Sunada Vinodini with a distinct Hindustani flavor, strikingly

L

msen Joshi's voice production, was sung by the duo for Devadi Deva with

Raghz | {.‘aﬁllﬂ‘aas.ware.brilliant and Seshachari's felicity in all three

th one full swara sung by him in mandra sthayi. There was a brief
e kriti Nee balama Naa followed by Ranganathude in
'main raga and the alapana, elaborated alternately by both, was a

str: m'wI% ow a student could draw ideas from the preparatory

unara had Lf aval at “Seeta Gowri” and kuraippu on tara sthayi
© maiure music presented, the brothers eschewed complex

W=

i =

s, choosing to concentrate instead on the bhava.

III:"I I-II .-i .

ived pattern
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As his later remark confirmed, “Music doesn'tlie in laya kanakku, it lies in the bhava’ The same
mindset also resulted in no RTP being rendered that evening, though an RTP is considered de
rigeur in a major concert at our sabha. The brothers felt they couldn't have done as much justice to
Kalyani and Etavunara ifthey had sung an RTP. A Kanada javali Charumati Upacharamufollowed

the tani. Curiously there was a grs usage in Kanada (instead of the expected gmrs). While quizzing

gSeshachari on this, he revealed that when he expressed the same doubt to T. Brinda. she clarified
in her characteristic style, “athu oru vishesha prayogam, dairyama padungo”! They then rendered
a tillana in Behag learnt from their mother. Oddly enough the tillana was followed by a leisurely
Sujana jeevana and three more numbers Karunai deivame (Sindhu bhairavi), Dharma shravana
(Durga) Purandaradasa kriti and Alarshara paritapam (Suratti) which they fetchingly commenced
with “Ennomale”. The delivery of the Malayalam sahitya in this Swati Tirunal padam was rathe:

disappointing. Excellent mridangam support was provided by T.S.R. Murthy and violin

accompaniment was by Dwaram Sathyanarayana Rao.

Concert of N.J. Nandini 15th May 2011

i | \ / mid

(from | to r) Jayakrishnan (mridangist), Shreejith (ghatam), N.J. Nandini, Viju S. Anand (violil

¥ i o

(Kalanidhi) and

The opening item was Kalyani Adi tala varnam, followed by Chinna nadena -

Ninnada ne (Kannada). Nandini next sang a good Natakapriya alapana , though [t wouie iave
been more reposeful with more karvai and lesser up-and-aown Sa”mﬁ“ﬁ'ﬂ M“L
Vasudevachar's /di samayamu was rendered with sahitya lapses in charanam, neraval H‘i{ o
tonu gaja rajuni moralida brovaka leda” and good swara kalpana short L i
poruthams and graha bhedam (at madhyamam) which .!S _rareiy i
kalpana swaras. Ninnu jeppa (Mandari) was the filler before the main |tem_ EMHTE::UHL., L
Kambhoji alapana, had very good sancharas and would have been eyen better x-wjh@u .t ;UC;
S0 long in the madhya sthayi gandharam (which immediately encs tri%tr;eﬁt and
Shankarabharanam) and falsetto notes in the upper octave. 1515 gfﬁ o btm:rro:; Kambhoj!
hence its beauty did not come out. The neraval al ‘Bhakta paraadheena’ devia E;L;khaprn:a gooad
With prayogas like dns, and snrs. The RTP suite had a bree;y alapana of Shar;.:;h q Bhoge‘e; s
tanam and the interesting Chatusra Ata pallavi K7 ishna Knshna Mahfq Zoiéh; igragas (Abhogi
Shayinam Agatam Suswagatam in a combination of Shanmukhapriya an S

attempted In
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S . swaras were sung in Bindumalini, Kapi and
ra). Additi F;ﬂme transition from one raga to another was good.

n was | M ni an excellent rendition of Lalgudi jayaraman's
\var |1

| i:'lw .-"; ot mﬂp Ugﬁzh Emmay;l concludEd the concert. The
“ragamalik msiams‘s did a great job of raising the overall standard

st's positives and covering up the negatives.
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| Palghat T. S. Mani lyer
shat T. S. Mani lyer
Celebrations

sabha celebrates legendary mrudangam vidwan,

I
'.I

| t] “ﬁiﬂhl late Shri Palghat T. S. Mani lyer’s birth

.‘ g

on 1. FMIguBt 2011. Shri Mani lyer's family and

Sl L ‘x‘

disciples will be honoured on the occasion,

ITI —
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—

u"..l'"

on ce ot nx Maﬂunml Shri Krishnamurthy.
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Happenings At The Vidyalaya
Nalini Dinesh

Patnam Subramanya lyer, Poochi Sreenivasa lyengar, Muthiah Bhagavatar, M
Vasudevachar and Other Contemporary Composers' Day 19th March 2011

ysSore

Shanmu khananda

(from | to r) S. Gopakumar (mrudangam), Saraswathi Subramaniam (vocal),
Satish Seshadri (violin)

araswathi Subramaniam commenced with Inta Chalamu, Veena Kuppier's classic
varnam in Begada. Sarasamukhi in Gaudamalhar was followed by Patnam
Subramanya lyer's Ninnu Joochi (Saurashtram). A good alapana of Devamanohar
was followed by Muthiah Bhagavatar's Ninnu Nera with a nice chittaswaram. An excellentvariefy
of ideas made for an absorbing Dharmavati alapana followed by Bhajanaseya of Mysore
Vasudevachar. Raghunatha, a Patnam kriti in Swararanjani raga which Is rather similar 1c
Kadanakutoohalam (also invented by Patnam) and Mariyada Teliyakane, a Patnam javall i
Surutti with interesting sangatis in the pallavi brought the recital to a close. Saraswathi's omission

of the Keeravani kriti was unfortunate as the audience was certainly in the mood formore

Shanmukhananda . .

R .
. ety /

E IO -

(from | to r) S. Gopakumar (mrudangam), Kalyani Mani (vocal), Satish Seshadri (violin)
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¢ kamb 1,“4 bel for launahing into Mysore Vasudevachar's
) jj{ Y qu’m Rama Ninne, Patnam's Bilahari Kriti
‘ '1 iE m:- AVE atar's Na Punyamu in Keeravani followed. A
od " shankari Ninne, a kriti of Mysore Vasudevachar, and
red ¢ k--:n- ;mmpallaw, Niratamuga, a GNB Kriti in Shuddha
Stho [ Cite @ﬂgakumar provided excellent support for the kriti

eshadri provided violin accompaniment.

~ Aishwarya Sridhar - Bharatanatyam
.|= 3

ar's }r~ ely E }.1 sratanatyam recital which had excellent recorded music began

f Paripahi G _@ﬂb}pﬁ (Saveri), the only kriti on Lord Ganesha composed
3 Ja ani was Aishwarya's opening number. The sanchari
lacked clarity. The Swati Tirunal bhajan popular among
r.. Ljé’l ree  Giri (Hamsanandi) was followed by the beautiful
an: w“{n ich hﬂgms with Shankarabharanam, an evening raga, to
ong vic u of Iﬁ.&nlﬂvdlarn nayika and ends with Bhoopalam, a morning

’[" m l{ambhml. Nllambarl, Bhalravl TOdI Suruttl

w ewm'a ahareagraphad aspecially for this recital, the
" m;_1 sretation of Pannagendra Shayana was diametrically
omposition which is the pining of the nayika for her Lord
fh f"-'f'f: lfn u Jfﬂlﬂm and her impassioned entreaties for his
his m ol hﬁ 0 debate, but it certainly left one with a feeling of

jJe_.

3rinc lﬂw}_nr mm) had some very good imagery and
oncluded with the Dhanashree tillana.
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SRI SHANMUKHANANDA FINE ARTS & SANGEETHA SABHA [Reqd]

Plot No. 292, Comrade Harbanslal Marg, Sion (East), Mumbai - 400 022
Phone : 91 - 22 - 2407 8888 « Fax :91 - 22 - 2409 2211
E-mail : shanmugananda@hotmail.com « Website : www.shanmukhananda com

Subscription to ‘Shanmukha’

An Appeal

Members are aware of the publication of ‘Shanmukha’, the professional quarterly of the Sabha. |
has completed 35 years of existence.
The publication has a high standing among the professionals and aficionados of music. dance

and theatre and adds prestige to the Sabha's image. It is one of the few music sabhas in the country
that bring out their own professional magazines. The contributions are from experts in their TiEs-’jf—;_
There are reports on the activities of the Sabha. Sometimes it carries valuable articles from other
professional magazines and from its own issues of the distant past that are not accessible to the
readers otherwise. What is more, there are instances of the articles of ‘'Shanmukha'being reproduced
elsewhere with the Editor’s concurrence. The attachment on the contents of the last two issues of the

magazine may be seen in this connection.
The subscription for the magazine has not been raised for many years despite increase in the

cost of printing. It is now decided to raise the prices as per rates given below:

Sr.No. Particulars Present Rates New Rates
e Annual Subscription for 4 issues < 40/- X 80/-
2. Price per currentissue 310/- < 20/-
3. Price per backissue X 5/- X 10/-

The Sabha makes an earnest appeal to those members who are not subscribers 1o take ou
annual subscriptions. Members may also consider canvassing for subscriptions with friends and

relatives here and in other places. The new rates will be applicable from April - June 2010 1ssu€
It has also been decided to terminate the life subscription of ¥ 500/- with immediate effect. While

the Sabha would continue to honour its commitment to continue to supply the magazine without any
interruption, it makes a special appeal to life subscribers to help by making one time donation of say
% 1000/ that will be appreciated very much as it will add to the corpus of funds of 'Shanmukha’. Of

course, larger or even smaller amounts are welcome.
Members of the Sabha are also requested to consider procuring advertisements rom banks and

business houses that earmark considerable funds for publicity through various media.
Encl: 1. Application for subscription.

Advartisemant Tariff for Shanmukha from Octoner 1, 2010

e e g, —e

Four Issues (Annual Contract)

Amount in Rupees [ MECHANICAL DATA _
Inside full page 10,000 J" Overall Page Size : 17.28 cm X 24.;3 cm
 20.32 cm
Inside front cover (full page) 20.000 ] Print Area ~ 11:?3?0[ C‘-_"" x20.32¢C
o
Inside back cover (full page) 20.000 H Screen Ruling P

File f t COR/AI/EPS/PDF
Iﬂde back cover (full page) 25,000 ile forma
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Editor: Mrs Radha Namboodiri
~ E-mail: bhamusic22 @gmail.com
- Tel: (91) - (22) - 2401 3207

Date:
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Country :
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SRI SHANMUKHANANDA FINE ARTS & SANGEETHA SABHA [Regd.]

Plot No. 292, Comrade Harbanslal Marg, Sion (East), Mumbai - 400 022
Phone : 91 - 22 - 2407 8888 « Fax : 91 - 22 - 2409 2211
E-mail : shanmugananda@hotmail.com e Website www.shanmukhananda.com

_ MANAGING COMMITTEE - 2010 - 2011 |

PRESIDENT
Shri V. Shankar

VICE-PRESIDENTS

HON. SECRETARIES
Dr. V. Rangaraj Shri. V. S. Amarnath Sury
Smt. Santosh Rajan Shri. N. Raja

HON.TREASURER
Shri. S. Ganesh

COMMITTEE MEMBERS }

Smt. Jamna Varadhachary Shri. S. S. Rajan

Shri. Lakshmanan K. lyer Shri. R. Sridhar

Shri. S. Mahadevan Shri. A. S. Sheshakumar

Shri. R Narayanan Shri. Sridhar R.

Shri. V. G. Raghavan Shri. P. S. Subramaniam
Co-opted

Shri. Guru Raja Rao
Shri. P. Sethuraman

[ BOARD OF TRUSTEES - 2010 - 2011 ]

CHAIRMAN VICE CHAIRMAN
Shri V. Shankar Shri S. Venkiteswaran

HON. SECRETARY
Shri N. S. Sunder Rajan

HON.TREASURER
Shri Sridhar R.

 TRUSTEES |

Shri. K. V. Krishnamurthy
Shri. R. Narayanan
Shri. K. S. Pachoo

Shri. N. Parameswaran

e ghanesukha : April- June, 2011

Shri. Srinivasan S. Rajan
Shri. P. S. Subramaniam
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« Fax:91-22-2409 2211
« Website : www. shanmukhananda.com

|AVIDYALAYA & MAGAZINE COMMITEE ( 2010 - 2011)

' Fev 'I|| daji Road Extension, Near King's Circle (C. Rly Station)

2 mm) Mumbai - 400 022. « Phone : 91 - 22 - 2401 3207
e il - bhamusic22@gmail.com  Website : - www.shanmukhananda.com

Shri. V. S. Amarnath Sury

(Convenor)

Shri. K. Rajagopalan
Smt. Radha Namboodiri

[ PAfnous_]

Shri. Umayalpuram K. Sivaraman

Shri. Nedunuri Krishnamurthy
Dr. V. V. Srivatsa

ov Dr. Sulochana Rajendran

s Smt. Kalyani Sharma

i &mt. Raﬂha Namboodiri
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